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~TUDIES IN . 
17th CENTURY LITERARY CRITICISM. 
What is criticism? If we truly understand what 
criticism is in the realm of literature, we will have 
accomplished half of our task. 
This is an age of criticism, the greatest age of 
' criticism the world has ever known. The twentieth 
century searchlight has been thrown especially on the 
Bible. Higher and lower criticism rages everywhere. 
A misunderstanding of criticism has lead to a revolu- l 
tion among the rank and file of Christianity. If it 
were understood, the whole front of the Christian 
world would change; so let us try to get the right 
idea of criticism. 
Some words fall from their high estate, that is, 
they come to h~ve a lower meaning than originally in-
tended. The modern thought, that is the current 
thought of critic ism, is that it means to depreciate, ,j 
to tear down, to destroy. That is not ita true 
, meaning. It has a higher meaning. It means to judge •I 
to appreciate. Arnold says, "Criticism is the free 
faculty that advances in the mind; the growth of an 
inward perfection." Winchester says, "Criticism is 
an intellectual appreciation of any work of art and 
I by consequence a just estimate of its value and rank."' 
According to these opinions, the first duty of 
the critic is appreciation, rather than estimation, 
and any a.tternpt to estimate or rank, is at least sec-
ondary. Literary criticisrn t hen is a true apprecia-
tion of literature, an intellectual appreciation of 
any work of art. 
I be l ieve with Arnold that criticism is an ef-
fort to see the object as it really is in itself, 
that criticism is essentially the exercise of the cur1 
I 
ious faculty in man, that is, obeying an instinct to 
know the best that is known and thought in the world, , 
irrespective of practice, politics, or anything of 
the kind. The business of the critic is to know the 
best that is known and thoug~t in the world and to 
make this known. He thus creates a current of true 
and fresh ideas. He is to do his work honestly and 
faithfully and ~:ftop there, not thinking of conee-
quences or a,ttempting a.pplication. Criticism is a 
disinterested endeavor to learn and propagate the I 
best that is known and thought in the world._ This -~-l-
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is giving a very high place to criticism. It is 
putting critical effort almost on an equal footing 
with creative effort. The ,critical faculty is 
lower than the creative faculty, but it may be so 
well employed that it merges into the creative fac-
ulty. The highest critical work is more or less 
creative. We can thus see the advantage of criti-
cism. The creative act is the greatest function of 
man, but only a few can create in the real sense of 
the word. Criticism may be creation. Creation is 
not possible at all times, therefore labor may be 
wasted. The creative power works with material, 
must have it; that material in literature is ideas. 
The critical literary genius does not so much 
discover new ideas, as expose ideas--making beauti-
ful WO·rks with them, but there must be the atmos-
phere. Creative epochs in literature are rare. 
Great productions require the power of the man and 
the power of the moment. Criticism gives the atmos-
phere, it makes the best ideas prevail. These ideas 
reach society, stir life; the result is, the crea-
tive epoch of literature. 
To write anything that will live, we must know 
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life and the world, -- must be a critic. Goethe 
produced works that will live forever because he 
knew life, knew things as they were,--because be was 
a critic. Books and reading help give this knowledge, 
but there must be a current of ides.s that are animat-
ing to the creative power, --there must be a national 
glow of life and thought. We must have this atmoa-
phere, or an equivalent for it. That equivalent may 
be found in culture, learning and criticism. So 
after criticism has done its work, we may expect a 
period of true creative acti~ity. 
The business of the critic is not only to know 
the best that is known and thought, but by making 
this known, to create a current of original ideas. 
We must not criticise with any practical end in view, I 
for when we do the practical end stands first, and I 
I 
not the free play of the mind. The critic must keep 
above current ideas or practical views of things. As 
a matter of fact there is very little free play of 
the mind given even today; all this seeming freedom 
is chained and checked by prejudices and narrowness. 
Free play of the mind is given just as fe.r as it 
suits our purp9ses and narrowness • . 
II 
I 
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It is because criticism has so little detached 
itself from practice and current ideas, that it has 
done so little. The object o~ the critic should be 
to keep man from self-satisfaction and to lead him 
toward perfection, by making his mind dwell on what 
is excellent in itself. It is better for us to look 
at what we have not done--what we me.y do,--than with 
se;J..f-satisfaction to look a.t our past. We should 
neither be riotously optimistic, nor crush hope or 
•enthusiasm by our gloomi atti~ude. There is profit 
for the spirit in contrasting the good and the bad 
around us. Criticism aids in giving this profit. 
Criticism then, is slow and obscure work. The I 
1masses do not want to see things as they are; ine.de- I 
quate ideas will satisfy them·. They are so immersed il 
in practical life that they have no time for criti-
cism. If the critic would help them, if he would be 
honest, he must keep out of the different practical 
spheres of life, for it is his business to take 
1thil'1gs out from under the old point of view and to 
place them under a new. The duty of criticism is to I 
be dissatisfied with what falls short of a high and 
perfect ideal. Naturally we must 
expect that -th~J-~~ ---~ 
,I 
I 
I 
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critical spirit will never be popular, for the critic 
must remain independent of the pr~ctical spirit and 
its views. The critic must include the whole world 
in his researches. 
The critical faculty is in a sense creative. 
Criticism at least gives the occasion for creation, 
makes creation possible. If the critic can only go 
to the Red Sea, he has shovm the right spirit in 
leaving Egypt with its ignorance, bondage and dark-
ness and starting toward the Promised Land of crea-
tion. Better die in the desert outside the Promised 
Land, than in Egypt. 
Criticism takes rank with the creative faculty, 
the highest facul ty in man. Only a critic can write 
what will live forever. The critic must live above 
the fog of pre.ctical life, must be honest, impartial, 
sincere and broadmi nded. True criticism will be slow 
and obscure. There will be few critics s.nd they will 
be unpopular, for as the great leaders of the past 
died at t he stake, so the critic must die at the 
stake of public opinion becs.use he must be misunder-
stood. The world is the parish of the critic. With 
the idea of criticism we see that the one who decries · 
6 
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criticism, decries progress, decries creation, and 
says because we cannot create great works of art, we 
had better not attempt anything; because we are not 
• 
sure of reaching the Promised Land, we had better 
remain in Egypt. He thus crushes that which alone 
makes possible success, and causes us to miss the 
exhilaration of effort and gain. He who decries true 
criticism, be he a Wordsworth or a Longfellow, de-
serves condemnation. 
I 
Criticism is the late birth of the literary 
spirit. There had t~ be a body of literature, before 
there could be criticism. A great period of criti-
cism always follows or accomps.nies a period of crea-
j 
II 
tion. There was a great body of literature, the work 
of centuries, before a literary critic appeared. Lit- 1j 
erary criticism was not possible until the scientific 
spirit manifested itself. It could not be, until men 
commenced to inquire and to ask, "Whs.t is the secret 
of the power of this great work?" I 
I 
Aristotle is the first real literary critic, be- ~ 
cause he was the first, the supreme scienti~ic spirit 11 
I 
of the ancient world. He lived in an age of creatio~.-
or rather in an age following the great creative peri-
• 
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od of the Greek poets. We find that after every 
great period of literary creation, comes a period of 
literary criticism. We find these periods after the 
creative times of the Greeks, the Romans, the English 1 
e.nd the Americans. 
In England, one period follows the other, the 
burst of creative energy lulls into a period of criti ~l 
cism; then comes another period of creation, then a 
period of cri ticisz.r1. This tll ternating between crea-
tive and critical periods makes up the history of 
English literature. Outside causes brought about 
these changes, which only a study of English history 
can explain. 
The age of Elizabeth is the great creative and 
critical age of English literature, because then the 
great struggle was on between classicism end romanti-
cism, and the classics went down before the scientif-
ic spirit of the age. The Renaissance showed the 
greatness of the ancients and lead to self-deprecia-
tion of the modernB·. For :fifty years scholars sailed 
under the :flag of the past. At length they commenced II 
1
to express their own views; then came a comparison of II 
the old and the new, and that was the birth o:f Liter-
8 
-· 
,I 
ary Criticism in England. Sir Philip Sydney was the 
first great literary critic of England. He pleaded 
for liberty and freedom. Shakespeare and Sydney were 
II 
the leaders of Rom8nticism. In Sydney literary criti-
cism had a stron&noble beginning in England. 
We have discussed criticism at length, with re-
gard to its meaning and importance, have considered 
the office of the critic, and ha.ve given a brief 
history of criticism in the realm of literature. Now 
we are ready to look at the criticism of the seven-
teenth century. 
We will confine ourselves to the two leading 
literary critics of the century, Ben Jonson and John 
Dryden. Jonson is the leader at the opening of the 
century and Dryden is the leader toward its close. 
But before starting let me say that criticism means 
li 
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the interpretative st:t,Idy of the greatest express i ons II 
of man's nature, but there are many ways of approach. 1 
The technical side of criticism--the question of I 
metrical and dramatic construction and minor points 
of style--or in other words, purely s.cademic cri ti-
I jcism, is not followed now as in the ancient times. 1 
Modern criticism is more along the lines of 
=*=----- ==-==--=-=~-=-- ----~ 
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and philosophy. A wider path is open to criticism 
through modern conditions; we have today the liter-
ature of many nations and ages. The differences due 1 
to national character and individual genius show the I II 
limitations of hard and fast rules. We will follow 
1
the modern method of criticism, --a blending of the 
historical, biographical and literary methods. 
One of the chief essentials of just criticism 
I 
is a knowledge of the writer ' ,a times. Literature and ! 
I history go hand in hand. I cannot judge writings of 
the 17th century by 20th century sta.ndards, any more 1 
than I can judge or appreciate a book written in 11 
China, by New England life or thought. The coarse 
expressions of the old Testament cannot be understood 
II 
in the light of the 20th century. We make fools of 
ourselves if we do not know the age and country in 
which a work is produced. I 'must also know the au-
thor, for a man's personal experience is found in his 
I 
writings. In a certain sense, the book is as the man I 
We could not really understand Carlyle's pessimism 
without knowing that he was bilious, that be had a 
diseased liver. Byron's lameness and family life 
help us to understand his vulgar writings. This son 
I 
I 
I 
I 
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of the Gods was brought up in an irreligious atmos-
phere by an insane and devilish mother. Thus we see 
that we need to know the personal snd inner life of 
the writer, for every great writer puts his life into 
his writings, coloring them with the different shades 
of his emotional nature. We know that the man who 
wrote Homer was of a very emotional nature. Great 
art is religious and always will be. There never was 
a great immoral book. 
Again, a book may be judged by its merits, that 
is, by its literary value, but such judgment cannot 
be just without a knowledge of the author and his 
times. 
The works of some men can best be criticised by 
thoroughly knowing the con~ and times of the writ-
er, by knowing what was going on in the world and 
what people were thinking about when these works were 
written. I mean a knowledge of the times is the mos·t 
essential thing for a good criticism. On the other 
hand, the most essential thing in criticising some 
works, is a knowledge of the writer. In the case of 
Cowper's letters, we of course need to know much of 
the fitful, feverish age of Cowper, but after all the 
11 
~-- = 
essential thing in criticising his letters, is a 
knouledge of the man. We mu~t study Cowper's letters 
more in the light of the personality of the author 
than in the light of his times, for his letters are 
i 
a product of the man more tha.n a product of the times ~~ 
I 
:j They come out of his personal experience. We cannot 
11 
know his letters without knowing him and our study 11 
of Cowper must be a psychological study, for we are 
dealing with a mind at sea, a life tempest-tossed. 
His letters are a mirror of his life, they reflect 
his feelings pe'rfectly. At times the sun of reason 
I 
I. 
I 
breaks through the dark clouds of his mind and gilds 1 
the page and ma.kes the heart glad; ag~:tin, there are 
clouds of despair. It is a sweet sad picture; reason 1 
abdicating her throne, a nob~e struggle, a victory 
won. This could not be understood if we did not know '1 
that a great mind was breaking. His writings are !1 
colored with the different shades of his soul. Know- II I 
ing the man, we can see how he called literature out 
of its cold intellectual closet into the realm of I 
I 
nature, how he leads literature from the head to the I 
! II 
11 heart, how he conducts the wo,rld out of the bondage II 
of dead form, into the Promised Land of life. 
I 
I 
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What is true of Cowper is not so true of Jonson and 
Dryden, the leading lights of the 17th century lit-
erary criticism. Poetry is the index of the age, it 
reflects the character of ita time. What is true of 
poetry is true of prose and especially true of the 
prose of Jonson and Dryden. Their prose work, their 
criticism truly reflects their tunes. The essential ; 
thing in a.ttempting a critic ism of Jonson and Dryden 
is a knowledge of their times. Cowper's letters re-
fleet Cowper and call the times out of cold intellect ~ 
I 
uality into nature and warm glowing life • Jonson's 
and Dryden's works reflect the times and drive feel-
ing and life into the cold region of intellect. This 
being true, we will confine ourselves principally to 
their times, blending, however, their personalitY and 11 
temperament with their times. 
The 17th century opens practically with the ad~ 
vent of England's greatest poet. Its opening marks 
the high noon of the English Renaissance. The twenty 
years from 1590 to 1610 were the moat glorious years 
I 
in England's literary career. They flash up in such II 
a brilliant, glowing light, that all other times pale ! 
before them, but from 1620 we note a steady decline 
13 
~ ~~ creative literature. It was the end of an old or:r-~-­
der and the beginning of a new one. Ben Jonson, the 
I 
surviving representative of the Elizabethans, died in 
1637. His last years were the years of the beginning !1 
of the new order. Jonson represented the spirit of 
a different time than Shakespeare. His England was 
I 
stirred by different emotions than Shakespeare's Eng- ' 
land. The finest spirits of the two ages were in-
spired by different ideals. The times were entirely 
different. There were not many years between their 
times, but there was a great difference of spirit. 
The religious and intellectual life of Europe had 
been re-born. England felt this freedom of thought 
coming from Italy, and freedom of conscience coming 
from Germany. The religious temper of the English 
character was especially effected. This freedom of 
consc i ence beginning in the upper stratum of society 
worked downward, until it touched the people. The 
Bible became the literature of the people. 
Stimulated and emancipated by th~s greater in-
I 
II 
'I 
I 
II 
II 
I 
II 
I 
' tellectual and religious freedom, the spirit of the I 
I people changed. Many things occurred that opposed I 
and blocked this freedom. The arbitrary rule of 
--+~ ·~= 
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early Stuarts only set the restless spirit of the 
ficiality. Men took sides in the pitched battles of 
religion and politics. The literary instinct was 
overpowered by the controversial instinct. Men wrote 
too hotly and eagerly to study style. They were be-
tween fires--reverence for authority, and the desire 
for independence. Earnestness saved the writings of , 
the time from being lost in the wilderness of feeling~ : 
jThe Elizabethans left no accepted standard of diction .il 
At the opening of the 17th century men's minds were 11 
made restless by intricacy of thought and with its I 
corresponding involutions of style and by the hot 
controversies of politics e.nd religion. Prose was 
labored, earnest and eloquent, but was devoid of ar-
tistic grace and literary :finish. The times were 
not rieht for literary art, they were too stormy. 
L_ --
I 
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they became calmer and more restful, prose became 
more dignified and stately. Order carne out of chaos. 
So we have in the 17th century the forerunners of the 
more ordered and regular style which was the dis-
tinctive possession of the 18th century. The con-
summate genius of Dryden brought ease and familiarity 
combined with dignity and regularity, to perfection 
in his critical essays. 
Almost alone in an age of romanticism, Jonson 
stood unflinchingly for the classical ideals in the 
drama, and for the application of the calm, ordered 
sanity of the classical school, while imagination 
ran riot all around him. His stand seemed in vain, 
but the seed he planted, sprang up and brought forth 
fruit in the fully developed clas~icism of Dryden. 
Shakespeare was an idealist, that is, he had the 
spirit of penetrating insight, which goes far below 
the surface into the eternal verities of human nature,! 
the spirit which sees men, not only as they appear, 
but as they are, or perhaps even more as they may be. 
Jonson was a realist; he was content with the exter- \1 
nal characteristics of men and women. On account of ~ 
this, he was more popular in his day than Shakespeare 11 
! 
•. 
• 
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and is now only read by students of literature • 
Shakespeare is for all time, because he bad this in-
sight into human nature. Jonson sought to point a 
moral and to reform society, and in so doing was not 
faithful to life, and thus works a decline from 
Shakespeare. The Puritans opposed the drama, had the 11 
theatres closed, and as a result, poetry and prose 1 
I 
became less creative, fresh, vigorous ani deep, and 
became light and tri~ling. 
Jonson is the first great English oritio. He 
was an open cri tio and not afraid to point out Shakes Ji 
peare's mistakes. His style is smooth and easy and 
flowing. He carries you along with his thought. He 
shows great knowledge of the classics. He is witty. 
His criticism shows that he knew his age and the 
preceding literary ages. Throughout all, he shows 
good sense and considerable knowledge of life. He 
tells us that the chief virtue of style is perspecu-
ity; that we must not use too many foreign words, or 
coin too many new ones. "Language shows the man," he il 
says, and we find him possessing a great knowledge of 11 
languages. He says a poet must ha.ve material wit, il 
know how to use it and be -ab~e to make the thought -~:Jl 
17 
others his own; he must read much, m11st study the 
1: world and life and be able to tell what he knows 
elegantly; that he is not bound by laws of form, but 
I 
should use the best known laws. His discussion of II 
Comedy and Tragedy are excellent. He chooses class-
ical subjects and treats them in a classical wey. 
his criticisms smack of the ancients. We feel that 
All 
'I 
I 
he is held in bondage by the ancients and follows the 11 
Roman, but at the same time., his ideas expressed in 
his treatment of classical subjects along classical 
lines, are modern. His writings show that be belongs ~ 
I 
to the transient period between Classicism and Roman- " 
ticism. His is the voice of the poet moderated by 
the spirit of modernism. He is a great critic of 
past glories tinged by the light of a new day. We 
can see how he would be the man of the hour, for he 
was neither too conservative nor too liberal. With 
all, he was a great man, the herald of a new day. 
The first golden arrows of a new era were shot by the 
giant Jonson. 
The Restoration meant a new England in life, 
thought and literature. In breaking from Puritanism 
no moderation was shown. The Puritan Sabbath was 
II 
disregarded; the theatres were thrown wide open; 
frivolous crowds applauded the light, witty and im-
mor al drama of the time. The people in frenzied de-
light flung aside all decency to recklessly enjoy 
themselves with the new king. Cromwell and Milton 
were forgotten in their excitement and their faith 
was loaded with insult and contempt. We are really 
in a new England and pass abruptly into a new liter-
ary period expressive of the nations altered mood. 
Italy no longer inspires or directs the genius of 
England. Writers turn for guidance to the brilliant 
and polished literature of France. Italian influence 
was declining throughout all Europe. France was at 
this time politically the leader of Europe. Louis 
XIV . had gathered around hie court a brilliant group 
of writers. It was but natural that England as well 
as other countries should be effected by this rising 
II 
literature. Charles II. returned from his exile on 
the continent with a fondness for things French, and 11 
especially for the French style of tragedy. His court 
was a reflection of the court of Louis XIV. French 
scholars had turned their attention to the rules of 
literary composition. They tried to avoid the bril-
19 
liant extravagances of the Italians and to write with 
exactness and good sense. This idea exactly suited 
the general trend and tendency of the times. The 
creative impulse was dying and as a result style be-
came mechanical. England patterned after the French. 
The real head of thie critical school in England was 
John Dryden, the greatest man of this little age, an 
intellectual giant. He represents the new critical 
spirit with its desire for moderation and correct-
ness of literary form. His wm-k is cold, critical 
and exacting. His prose criticism shows that he 
carefully studied literature as an art. His essay on 11 
Dramatic Poetry advocates the use of rhyme in serious 
pla~ra. He is an excellent representative of his Eng-
land, the England which had risen out of the over-
throw of Puritanism. The cold, speculative, intellect-
ual temper of the times is shown also outside the 
circle of literature in the scientific spirit. The 
gree.t Sir Isaac Newton then towers above all in his 
knowledge of the physical world. The temper of the 
age turned naturally to biographies, history, criti-
cism and letters. It was an age of prose. Dryden 
reflects that age. He was intellectual giant, cold 
20 
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and hard, but with a clear vision s.nd a finished 
style. 
In his writings we miss the glowing imagination, 
the overflowing emotion, the love of nature and of 
beauty that is found in the Elizabethans. For the 
passion of Lear and the vision of Paradise Lost, we 
ferent from that of Elizabeth. In the flush of that 1~ 
I 
II 
age of splendid youth, men were not afraid to take 
with Bacon, all knowledge for their province or to 
soar into the heights with Marlowe, but the men of I 
the restoration dreaded the results of unrestrained ~, 
enthusiasm and accepted s.nd studied actual condi tiona ! 
lead by the dictates of common sense. For the first I 
time in England, critic ism went hand in hand with II 
creation. The returning roys.list exiles brought with 
1 
' them from France the cs.nons of that strict school. 
II 
Corneille and Racine had framed their drama on the 
strict classical rules. Dryden followed them both in 
the theoretical discussions of his "Essay on Dramatic 
1
1 
21 
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Poes~r" anc1 in his practice. The Classica.l school 
restored the unities, kept tragedy and comedy separate 
and usually employed rhj~ed couplets in preference to 
blank verse. The heroic couplet, which was to domi-
nate English verse for more than a century, became 
the form of the restoration period. It was not new, 
hav1.ng been used long before by Chaucer. In the 
hands of Dryden and his 18th century followers, each 
pair of lines contains one complete thought, limited 
and condensed by these narrow bounds. 
Dryden's influence on prose was much the same 
as he exercised on poetry. He strove to make it a 
fit vehicle for the conveyance of thought and in so 
doing, left the long rolling periods of the Eliza-
bethans and determined the structure of the modern 
sentence. In his productions s.nd critic isms, Dryden 
reflects the spirit of his age and moulds that which 
was to follow. 
Dryden uses prose not so much for the purpose of 
instruction as it had been used before him; as for the 
promoting of social intercourse and refinement. In 
his prose we have not the restraint, the feeling of 
our own littleness and his greatness; nor the flavor 
22 
it-- 1 
of the scholastics. We do not crave for the relief 
of variety and repose as we do while reading the 
prose of his predecessors. He brings the author and 
reader todether on equal terms by appealing to com-
mon reason, taste, sense and judgment. He covers the 1 
arts of learning with the genius of conversation. His 
prose is affected by French influence. Charles II. 
had tasted of privations during his exile and thus 
carne into England able to, and determined to ap-
preciate and get the most out of life. He delighted 
in the Drama.- . He was a jolly, reckless fellow and 
nothing checked tbe license of conversation and writ- 1 
ing in his court, except the sense of good breeding. 
Into this courtly chaos Dryden brought the power of 
his great mind. He was too poor to ~e on an equal 
footing with the court wits and his nature was not 
fitted for this brilliant array of aristocracy with 
their tri vis.l delights. His fort was to furnish 
entertainment for his royal patrons and be was able 
to do it with tragedy, comedy, satire or controversy. 
The great question with him was how he could best 
please them. The king wanted novelty. The nobility 
must be considered. His rivals were looking for a 
=..:.-.----- 1t-- ·-=--= ==-=-----===-== -~--
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chance to down him and there was the general public 
to be remembered and they were perplexed by the con-
flict of opinions. How should he proceed? To at-
tempt to answer that question was the beginning of 
his cri ticism. There were the great works of the 
past ages. The people did not know them. This 
1 
seemed his field, so he attempted to exple.in and de-
fend these great works of creation by a process of 
intellectual analysis. Thus we find most ell of 
Dryden's prose works of a critical nature. We find 
II 
II 
I 
that his plays are mostly preceded by a dedicatory lj 
epistle addressed to some royal patron, and the dedi-
cation is often followed by a preface. Both the 
epistle and the preface are of a critical nature. · In · 
h i s dedication he fls.tters his friends and denounces 
hrs enemies. In his prefe.ce he comes down to his 
reader, talks with him, gives him the results of his 
il extended acque.intance with his times and the life of 
1his people. In an easy and beguiling way, he criti-
cises. His style was his own, a lthough he gives 'I 
II Tillotson credit for greatly influencing it. It is 
generally supposed that he borrowed much of his style II 
from the French, but while influenced by them, he II did I 
II 
24 
=-·---
• 
--~-=-=--=====-=-=-L 
· not in fact surrender any liberties into their hands • 
Verbal antithesis and metaphorical imagery are found 
1 
all through his writings. The French aiming at pre-
cision, eliminated all imagery. 
Dryden's writings however lack the dignity de-
rived from moral purpose. He did not write in the 
1spirit of independence, because he wrote everything 
1 except his "Es.say on Dramatic Poetry" at the demand 
of patrons and thought more of pleasing them than 
anything else. In strength, freedom and harmony of 
expression, no prose writer excells him. The fa.ct 
that his style is his own and that in the midst of 
Ibis work as a servant, he feels himself a king, makes 1 
him a most interesting figure in English literature. 
He stands between two great ages. He looks 
back over the great imaginative ocean of literature 
and draws from it his wealth of knowledge. With the 
eye of the prophet he looks into the untravelled 
waters of the 18th century, the world of reason, 
judgment, end of science. He feels the strong in-
fluence of the past, the grip of the future. He 
feels, he sees that the supreme court of appeal lies 
with the people. He is present at the death of the 
I 
1
11 
!I 
I 
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old and the birth of the new era. He is the connect-
ing link between the imagination and richness of the 
past and the calm and more critical instincts of the 
succeeding generations. He and Jonson and Pope are 
not great poets, but they are great intellectual 
critics. Dryden is one of the six epoch makers in 
'English literature. 
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